This article reconsiders the breakthrough of global approaches to art history within a broader historical, sociological, and institutional context. It also puts into perspective the interdisciplinary openness of global-oriented approaches, and their impact in the discipline.
Introduction
Since the beginning of the twenty-first century, the global has been at the centre of the most important challenges for art history, with a widespread awareness of the need to decentre and renew the discipline's objects and methods. Is art history global? The question has generated intense debate, all the more so because authors have not necessarily agreed about the nature of the issues at stake. When art historians ask 'is art history global?', some often mean 'is art history researched and written globally?'; others mean 'is art history able to address all artistic production from all over the world?'; still others mean 'is art history open to non-Western ways of thinking?'and sometimes it is not clear which of these interpretations of the question they are choosing. 1 In the course of such discussions, some authors have identified a 'global shift' in the discipline, whose origins they have traced to the 'decolonial turn' of the 1980s. 2 However, this periodization is not based on a longue durée examination, which pushes back the origins of globalized art history to a more distant past.
With this in mind, this article reconsiders global and postcolonial art history's chronology in the light of historical, sociological, and institutional approaches. It seeks to show that global approaches were present in art history long before the 1980s, with attempts 4 the book's introduction, Elkins did not recognize that the contributors to the volume most often interpreted his question as referring to the issue of inclusion, namely of global coverage by the Western discipline of art history, and not to the issue of academic cosmopolitism. And yet, no art historians contradicted Elkins at that time. To denounce the history of art's Westernism was considered normal. Art historians were recognizing their own inability to work on non-Western arts and, even more, the incapacity of their discipline to account for the logic of globalization. A strong decolonial bad conscience had imposed itself among art historians. This bad conscience was nonetheless fruitful. Ten years later, some have come forward to claim that art history has since effected a global shift. They have developed a genealogy that locates this global shift in the 1980s, or even in the 1970s, with the reception of postcolonial literary critique. 4 A longue durée approach questions such historiographical reconstructions, however, and suggests that global interests in art history are older than the 1980s, although postcolonial awareness is much youngeran awareness that triggered the idea of a global art history and helped develop a specific vocabulary that had not been used before. 5 A few quick bibliographic surveys over a long timescale support these alternative chronologies. In Worldcat, the global database that integrates the print collections of libraries all over the world, the number of catalogued items containing the phrase 'art history' that also refer to 'global art history' or 'world art history' in any domain name is in general extremely low for publications until the middle of the first decade of the twenty-first century, when its frequency increases suddenly (see figure 1 ). <figure 1 near here>Reciprocally, a Google Books ngram shows the long presence of the term 'world art' among the English Google books corpus, with 5 an upsurge in the 1960s, about the time that 'world art market' and 'global art history' first emerged as terms (see figure 2). <figure 2 near here> Looking in more detail, a Google Books ngram shows that 'world art history' first peaked in the 1970s, but became even more common in the 1990s, paralleling the rise in the term 'global art market' (see figure 3 ). <figure 3 near here> A more detailed disciplinary survey can be carried out on art historical journals. In the academic English-speaking field of art history, the Art Bulletin shows a similar increase in the frequency of these terms (see figure 4 ).<figure 4 near here> This journal is representative of US and English historiography, and since the 1980s has also included articles by authors from Germany, Switzerland, and the Netherlands. Further studies could be carried out for Italian, French, and German-speaking historiographies, such as in the Revue de l'art or the Zeitschrift für Kunstgeschichte, although a quick analysis of the Revue de l'Art suggests that global approaches are still lacking in 2018.
A search of other indicators corroborates the belated chronology of consciously global approaches in art history. For example, with the exception of the very first programme in world art studies/world art history, founded in 1992 at the University of East Anglia, UK, it was only after 2003 that major European universities instituted courses and posts in world art studies or in transnational or global art history: in Leiden, at the École Normale Supérieure in 6 Forum Transregionale Studien in Berlin, the Institut National d'Histoire de l'Art in Paris, and the Royal Institute for Art History (RKD) in The Hague began hosting guest researchers or research programmes. 7 As a result, the thirty-second International Congress in the History of Art (CIHA 2008) showed a greater global awareness than had previous conferences: its chosen theme was 'Crossing cultures: conflict, migration and convergence', while one panel was dedicated to 'The idea of world art history'. 8 Private or semi-private research institutions, such as the Clark Art Institute, the Getty Research Institute, the Terra Foundation for American Art, and the College Art Association in the USA, and the German Centre for Art History in Paris also turned to global issues in the late 2000s. The International Committee on Art History gradually expanded the scope of its congresses, and the World Congress of Art History was first held in Asia in 2016.
These recent developments appear to be in opposition to the fate of early tendencies toward intercultural comparisons in art history, which seemed to be marginalized, as we shall see, at the time when art history consolidated as a discipline. All this encourages us to better interrogate how art history opened up or closed itself to global issues. It incites us to study which global approaches expanded or failed to expand over time, how different trends gradually intensified, merged, or petered out to give rise to what is considered today as 'global art history', and what type of scholarship this term signifies. If we look at the very first art historians, such as Giorgio Vasari (1511-74), we can already discover a project for a discipline that would be able to encompass all visual and material creations by humans, whatever their geographical or historical origins. 9 Although we cannot talk about transdisciplinarity for this period, we must note that early scholars were very open, borrowing as much from philosophy and history as from what could be described as spontaneous ethnography, and from what would later be considered as art history, with its detailed knowledge of objects, and interest in their material and visual specificities.
The old and multidisciplinary roots of world art history
Interest in the study of the arts was born with collecting and curiosity cabinets, around the time of the Renaissance in Europe. 10 These demonstrated the aristocratic taste for the exotic, and were nourished by new objects and images brought back from the first voyages to America and Asia. They raised awareness of cultural and visual otherness. At the same time, in the first art history book, Le Vite (1560-70), Vasari took the hypothesis of distinct geographical schools seriously. The attention he paid to foreign artistic production raised the question of similarities between cultures, and encouraged art historians to postulate hierarchies between cultures through the study of their arts and artefacts.
At the end of the eighteenth century, the Enlightenment and the development of Weltgeschichte (world history), especially in Germany, gave a philosophical dimension to the study of artistic production from all over the world. What would come to be called (inhabited world). This notion underpinned most of the approaches to the arts in Europe. It inspired the creation of 'universal' museums dedicated to exhibiting works without distinction of origin, period, medium, or school, such as the Louvre and the British Museum. 11 This approach was further encouraged by archaeological excavations in Greece, Egypt, North Africa, and the Middle East. These ventures and their study aroused a passionate interest in ancient non-European cultures at the beginning of the nineteenth century, whether they were considered as the source of Western culture -Johann Joachim Winckelmann (1717-68) idealized Greek art on this basisor as being endowed with a disturbing otherness.
The universalism of a Weltgeschichte or Weltkunstgeschichte (world art history) was not necessarily ethnocentrism. 12 It was in Germany that orientalism developed, initially as an academic approach to the East that broke with the hitherto univocal interest in Greece. First appearing in the field of languages (particularly in Göttingen after the 1820s), before gaining traction as the archaeological exploits of the 1850s and 1880s brought the East to the attention of a wider audience, academic orientalism aroused a new interest in non-European cultures that was shared by art historians and museums. 13 Added to this was the pressure for a reform of the German education system and a rejection of antiquity as it was taught in high schools.
Orientalistik (orientalist studies) lent weight to one side of this struggle between generations 
Nationalism and interest in the outside world
As it concerned ancient cultures and arts rather than contemporary cultures, nineteenthcentury art historians' interest in the East and the wider world was not incompatible with nationalist and racist historiographical models. At that time, art history helped to provide arguments for the construction of national identitieswhether against one empire (against the French, more often than not) or in the service of another, such as the Germanic or Austro-Hungarian empires. The arts were used as an effective means of differentiating societies and civilizations. The definition of 'national schools', advanced in particular by Franz Kugler (1808-58) in his Handbuch der Kunstgeschichte (Manual of art history; 1842) sorted European art into national styles and practices to facilitate its study. Considering art as a product of peoples rather than of political organizations also represented a resistance to imperial domination.
After the 1850s, in the wake of the universal exhibitions and thanks to improving transport, the circulation of artists and works of art accelerated, as did the serial reproduction of images. Two paradoxical conceptions of the arts emerged: a national art on the one hand and a cosmopolitan art on the other. Beginning in Paris in 1855, works of art were included in 10 universal exhibitions, and organized by nation. 15 Yet, national art, like folklore, was the offspring of internationalization: the more people travelled and the more foreign cultures they encountered, the more they looked to categorize these cultures according to national or ethnic criteria. 16 The founding of new art magazines contributed to this phenomenon, as well as to a Gradually, teaching positions in art history were created across Europe. 20 Initially, they tended to be occupied by specialists in European art, but they were soon extended to specialists of other parts of the world. Founded in 1882, the École du Louvre developed a strong archaeology programme and looked beyond European art, with an emphasis on the history of Egyptian, Islamic, Indian, Chinese, and Indigenous American art. 21 of art history proper but mainly in that of Kunstwissenschaftthe science of art, practised by scholars trained as historians who wanted history to be scientific. Art history itself continued to focus more on Western art. 24 This disciplinary division of labour solidified gradually with the academic institutionalization of art history in Germany: 'the art of others' was considered as the infancy of art rather than as art in the noble sense, that is, as the valid object of art history.
The majority of art historians therefore focused on works or artists from canonical periods and places, with a view to a socially connoted aristocratic connoisseurship, and a documentalist or conservative approach necessary for the functioning of public collections.
These hegemonic approaches were also socially hegemonic: the 'mandarins' co-opted their students into following their paths. 25 
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(which some propose to translate as 'will to art') successfully subsumed 'the art of others' into the pre-existing understanding of art. 27
A clarification: racism, nationalism, universalism
Why have art historians forgotten so much about their predecessors' interest in world cultures? Because this interest was inseparable from nationalist and racist approaches that the discipline has strongly rejected in the last several decades, and because our time has difficulty accepting the idea that historians could be nationalist, racist, and open to the world at the same time. As Romain Lecler also convincingly shows in this issue for sociology, dominant theories of globalization in the 1990s relied on the idea of a transition from a national to a global era, which implied that people could imagine that the period before was not interested in globalized phenomena, and was instead dominated by nationalism. 28 The role of art history in the construction of national unity across Europe has been well documented since the 1990s. 29 Courajod. 32 The focus on the nationalism and racism of art history has tended to overshadow these authors' production of knowledge about non-Western arts, and the fact that they l'inégalité des races humaines, he did not attribute styles to a particular race; on the contrary, styles were for him the result of migrations of populations and techniques that fertilized new regions.
The defence of a national art against Italo-centric academism was a cause taken up by the next generation in France, often represented by Louis Courajod, who held a chair in the history of sculpture at the École du Louvre from 1887 to 1896. 34 Their approach to the history of art was rooted in a disdain for academism, but not necessarily in the conventional 'theory of races', as some authors have since suggested. 35 The importance given to notions of race and to social, religious, political, and cultural organization, as well as to geomorphological and climatic conditions, was part of the positivist spirit of the times, which lay between an idealism that presupposed certain principles (including race and nation) through which to name and organize the world, and a deterministic materialism. The notion of race made it possible to understand phenomena beyond the local and national level, thus addressing issues that today we would call 'global' and allowing for cultural mixing. Even in the 1920s, evocations of the notion of race were considered relatively uncontroversial. 36 A similar or comparable analysis could be carried out for German-and English-language historiography.
Art historians between imperialisms
34 Geneviève Bresc-Bautier, 'Courajod, Charles Léon Louis (22 février 1841, Paris-26 juin 1896, Paris)', in ibid., 2016, https://www.inha.fr/fr/ressources/publications/publications-numeriques/dictionnaire-critique-deshistoriens-de-l-art/jamot-paul-1-1-2-1.html?search-keywords=louis%20courajod (consulted 20 July 2018). 35 Éric Michaud, Un art de l'éternité. L'image et le temps du national-socialisme, Paris: Gallimard, 1996. 36 As it was, for instance, in Élie Faure's Esprit des formes (1927) . See Muriel van Vliet, '"L'esprit des formes est un". Elie Faure: pour une esthétique révolutionnaire', Regards croisés, 5, 2016, pp. 74-85.
Reciprocally, the few non-nationalist approaches to art history that did exist in the nineteenth and early twentieth centuries, such as that of the Vienna School, were not necessarily immune to political domination. This may explain why they, too, have not been identified by art historians looking for legitimate roots for global art history.
In Austro-Hungary, the Austrian Historical Research Institute was founded as part of the project that aimed at the cultural legitimization of the Habsburg empire and its transnational heritage. It was in this context that the Vienna School developed. 37 The school's work sought to justify the predominance of a certain cosmopolitan elite in the Austro-Hungarian empirea natural intellectual tendency for a group whose members came from the senior civil service and from mobile social milieus that circulated throughout the empire. widespread in literary circles, according to which Weltlitteratur (world literature) crystallized the possibility of a free humanity. As Jérôme David has shown, this ideal inherited from the spirit of the Enlightenment took on its full scope during this period. 60 It became a key notion in literary studies, a slogan that was humanisticperhaps even revolutionary. On North American campuses it was the centre of an educational project that aimed to emancipate the working classes and to cultivate a spirit of openness among students.
A weak echo of world history until the 2000s
Paradoxically, while global and what Franco Moretti has termed 'distant' approaches were developing in history in both the United States and Europe prior to the first decade of the twenty-first century, art history underwent little methodological change. 61 In France, the discipline lagged behind the École des Annales, a historiographical school at the forefront of a shared ambition for a globalized history. 62 The Revue de l'art offers an example of the slowness with which art history adopted more globalized methods. 63 of iconology justified the predominance of imaginative thinking over discursive thinking. By identifying the visual semantics and referential significance of the works, art historians could claim that they were reconstructing ways of seeing, thinking, and feeling: art history took precedence over history. This project failed to generate new studies of art on a global scale, and did not encourage the study of non-Western art, since any iconological study requires highly specialized knowledge of the references present in works and their contexts. The movement shared some ground with the approaches of the École des Annales, but had none of its concern for exhaustiveness, representativeness, or the transnational. 64 Whatever the country, methodologically national and ethnic approaches to art continued to dominate in art history collections until the first decade of the present century, circumscribing 'Flemish', 'English', 'Italian', 'Austrian', 'French', or 'German' art and the ostensibly specific characteristics of each. 65 In Germany, the revolt of young art historians against a university establishment wedded to connoisseurship, artistic philology, and a mandarinate led some to adopt a relatively globalized 'historical image anthropology'. 66 But Martin Warnke (b. 1937) deplored the failure of this project as early as the early 1990s. The renewal brought about by cultural, social, Marxist, and psychoanalytical approaches was strictly limited to the study of European art, with no attempts to broaden the geographical scope or account for transnational developments. In France, art historians became more passionate after 1992 about the 'art crisis', which seemed to be once again pitting 'Les 64 See for example, Henri Zerner, 'André Chastel, historien de l'art', Revue de l'art, 93, 1991, 
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Anciens' against 'Les Modernes'. 67 In North America, art history opened up gradually to 'visual and cultural studies' and to semiotics. 68 Werner, 82 and in social history by researchers such as Bénédicte Savoy or the author of the present article. 83 The question of transfers now made its way into European art historiography.
The 1990s: a collective assault on the national in Europe
Research on Franco-German exchanges was the most dynamic, thanks to the German Centre for Art History and its director, Thomas W. Gaehtgens (b. 1940). 84 It contributed to an understanding of Franco-German relationships and thus benefited from private backers, at a time when university positions were still reserved for specialists in national art or individual artists. Since 2005, there has been an increase in the number of studies of artistic and cultural transfers, such as those between France and Spain, 85 and between the United States and Europe, the latter with funding from the Terra Foundation for American Art. More recently, unpublished work has extended to the issue of multi-lateral artistic transfers: France-Belgium-Germany, France-Germany-Russia, Latin America-France-Great Britain-Sweden, to name but a few. The transnational orientation of European art history has mainly focused 30 on Western art in the contemporary period, however, and remains rather hermetic to postcolonial issues.
A late and confused echo of postcolonial issues
It is clearly necessary, then, to nuance the discourse that today sees world art history as the result of a disciplinary decolonization that supposedly began in the 1980s. Certainly, one has to underline the importance of postcolonial considerations in opening the discipline up to global approaches. 86 And yet, solid analyses demonstrate that the interest in the transnational on the one hand and the globalization of the art market on the other played a greater role than postcolonial theory in encouraging art historians to account for the need for a globalized approach. Only later did postcolonial and decolonial references inspire the discipline. 87 In the 1990s, global approaches were still rare, and their diffusion in academic debates an exception; the field remained a universalist one, far removed from postcolonial debates. In However, the reception of such studies came relatively late in English publications: the Art Bulletin published one article on Indian art in 1999, 89 with several articles coming only after 2008, in the wake of Partha Mitter's (b. 1938) manifesto to 'decentralize modernism'. 90 Until the end of the first decade of the new century, transnational approaches were used to challenge the national rather than to address flagrant geopolitical imbalances. 91 In Europe, postcolonial theoretical views were only expressed in the academy at the end of the that decade, suggesting that the anti-national paradigm was being abandoned in favour of postcolonial theoretical justifications because of the debates animating contemporary art. It is not clear whether these views were expressed any earlier in US and Canadian universities.
Postcolonial theoretical production had undoubtedly been read, discussed, and received since the 1970s, particularly in some artistic circles in the US and the UK that were open to debates in literary studies. 92 The study of the impact of colonization on culture had been initiated outside art history, in literary studies in particular, with the works of Frantz psychoanalysis, and for women than to those questioning its Western-centrism. 94 96 It was criticized for its presentation of tribal art as the source of a triumphant modernity: as such, this exhibition perpetuated a point of view whose ultimate goal and underlying value was modernism. 97 Criticism also came from ethnologists, as treating tribal objects as works of art amounted to losing interest in their cultural, religious, and political contexts. 98 In France, the exhibition Magiciens de la Terre (Paris, 1989) is generally celebrated as the beginning of an opening up to postcoloniality. 99 Yet, like the North American exhibitions of 1974 and 1984, its perspective was closer to the surrealist taste for voodoo arts than to a genuine postcolonial engagement. 100 If the curator, Jean-Hubert Martin (b. 1944), intelligently avoided stereotypes, his approach did not reduce the inequalities between 'the West and the Rest'. 101 Moreover, the reception of Magiciens was not as strong as recent (at times selfcongratulatory) commemorations would have us believe. The exhibition had very little impact in French museum institutions, and even less so in the academy. 102 In France, Magiciens did not provoke any real questioning of or reflections on colonial heritage until the 2010s. 96 William Rubin, ed., 'Primitivism' in 20th century art: affinity of the tribal and the modern, New York: Abroad, its reception was rather negative. It served as a counter-example that offered a caricature of non-Western arts, a modernist reappropriation and a formalism that were no longer acceptable. 103 However, the repercussions of these exhibitions of African and 'magical' arts did affect the market. Dealers and collectors were increasingly interested in artists from distant countries, in works that were as ethnically marked as possible, attached to a continent and its problems (the artist Romuald Hazoumé (b. 1962) would be quite a representative example).
As early as the start of the 1990s, 'post-ethnic' became a current notion in the contemporary art market, and the arrival of 'Third World' artists attracted the interest of contemporary art galleries and foundations. By extension, it was logical that art historians should follow this path ten years later.
Global perspectives in the 2010s
The attacks of 9/11 and the 'end of innocence' that they marked in the North Atlantic world The subsequent years saw the most important academic debates to date as to the possibility of a world art history and its scope and methods. 105 Historians also envisaged the globalization of a discipline traditionally focused on the national, the individual, and particular case studies. 106 The rapid deployment of the internet empowered ambitious projects to make global resources available online. 107 
New challenges, new methodologies
The interest shown in artistic production hitherto considered 'marginal' has enabled a number of art historians to work on such production and to find funding for their research. It has enabled researchers from geographical areas considered peripheral to introduce their interpretations, readings, methodologies, and even theoretical corpora into the Western academic sphere. We have seen the redesign of the programmes of art museums and anthropology museums, with a significant shift towards the contemporary, with recent work often included even in exhibitions of ancient art. 112 Cross-fertilization, world markets, institutional reform, museum policies and their evolution, artistic migrations, legacies, and plural heritages are the subject of numerous theses that have opened the horizons of the art historical discipline that is now aware of the need to break with its monocentrism. Museums' collection strategies have also been renewed. A new vocabulary has become widespread, 111 preferring the plural to the singular: art worlds rather than art world, modernities rather than modernity.
Nevertheless, several challenges remain to be addressed, which could also explain why the debates on 'global art history' and its possibilities are not closed. The most heated concern the identity of those who make global art history, and their authority to do so, and these debates are similar to those in feminist studies or the study of 'black arts'. 113 Debates persist perhaps because they maintain rivalries of position that have to be envisaged sociologically. The political and ethical power in the profession of postcolonial and decolonial theories intensifies the struggle to appropriate the definition of what 'global art history' might be. In art history, it is rewarding to adopt sophisticated theoretical postures that 'deconstruct' the logics of power at work and claim to subvert established institutional dominations. This ethics, inherited from the acritical adoption by the art historical discipline of the values of modernism and the avant-garde, produces a process comparable to the 'triple game' of contemporary art described by the sociologist Nathalie Heinich. 114 A theory appears that criticizes the discipline, arming itself with texts and authors located outside the fieldif possible in another country, another language, and another discipline. 115 The discipline then adopts this critique as quickly as possible, and ends up integrating it into its curricula.
Oppositional postures generally arise in peripheral institutions (art schools, small universities, 113 As shown by the publication in 2014 in the Art Bulletin of a survey in which all these fields were covered: colleges) against the methods used by the actors of central academic institutions (Princeton, Yale, the Sorbonne, the University of Vienna, and so on).
The global and the decolonial can also serve as strong political arguments to justify spending public money. In what has become a globalized and extremely competitive field, researchers vying for funding have to outdo other disciplines. Because this social system feeds intellectual innovation, ethical points will not be distributed to some more than to others.
However, if decolonial arguments spread too quickly, how can art history achieve the diversification of its models of thought, in addition to ensuring that its researchers come from a diversity of backgrounds? The ideas developed by the collective modernity/coloniality project (decolonial theories) have perpetuated the idea that the frameworks, the search for sources, and the construction and interpretation of narratives in art history reflect an unconscious imperialism that constantly refers to the measure of the West. 116 The mere definition of what is meant by 'art' can be problematic, with some considering art as a Western intellectual construct, which by definition can only be a local phenomenon. 117 Moreover, to the extent that most 'global historians' are trained in so-called Western cultures, we might consider that the decolonial challenge is an insurmountable one. As long as the methods that are all the rage in North America and Europeiconography, ultra-monography, pseudo-deconstruction, conservative connoisseurship incompatible with non-canonical productionretain their hegemony, decolonial criticism of art history will retain its relevance. In Okwui Enwezor's perspective, for instance, the current artistic context is a constellation centred 'around the norms of the postcolonial based on the discontinuous, aleatory forms, creolization, hybridization, etc.'. 120 The eastern half of Europe is lost from view here, and post-Soviet art is likewise excluded. Postcolonial theories are not applicable, or can at best be applied only very selectively, to the study of the post-socialist world, whose art requires a reading that takes into account the cultural and mental gap created by decades of totalitarian rule.
Another effect of this postcolonial paradigm is that the global approach project has become decoupled from the anti-national project. It is significant that a strengthening of the national paradigm in the countries that emerged from the dismantling of the Soviet empire has possible to avoid producing a proliferation of 'global' panoramas that renounce any attempts at coherent and explanatory narrative. Connected approaches also enrich the disciplinary questions of art history with those of anthropology and sociology. They encourage us to study the motivations and actions of actors, as well as the agency of works and images in circulation. 128
Conclusion
The challenge of opening up to the world has shaken art history as a discipline, and has shaken, too, the enormous institutional complex that underpins the art historical field: universities, museums, foundations, galleries, contemporary art fairs, international exhibitions (biennials and documenta), web platforms, and research and action collectives. For the discipline, the global is now becoming a categorical imperative. It has forced a permanent series of interrogations and at times raised delicate questions, especially when the theories that support these calls are based on a theology whose salvation seems out of reach for the majority of researchers, namely those coming from so-called Western institutions and cultures. This collective pressure can shed light on the retrospective re-readings and reconstructions that trace the global turn of art history back to the 1980s and forget the old interest of the discipline for global issues, and which interpret as successful postcolonial exercises exhibitions that in reality prolonged modernism's fixation with the primitive. This pressure to globalize has undoubtedly had many positive effects, including a concern to account for the artistic creation of all countries, without hierarchies, and to restore 128 Alfred Gell, Art and agency: an anthropological theory, Oxford: Clarendon Press, 1998; Bruno Latour,
